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INTRODUCTION 

Just about a half century after his death, Django Reinhardt still remains a tower¬ 
ing figure in the annals of jazz guitar. To this day, his incendiary playing stands up to that 
of later virtuoso jazz guitarists such as Joe Pass, Pat Martino, and George Benson. Author 
James Lincoln Collier, in his book The Making of Jazz, calls Django “the most important 
guitarist in the history of jazz”; when you take into account the hordes of jazz guitarists he 
has influenced, he may very well be. His groundbreaking style of playing—marrying 
European-influenced scales and harmonies with jazz rhythms—was unheard of during his 
time. He was among the first of the European jazz musicians who could cop the jazz feel 
correctly, and he left an indelible stamp on the world of jazz guitar. His major influence was 
session guitarist Eddie Lang (the first major jazz guitarist). He absorbed Lang’s European- 
based harmonic concepts and took them one step beyond. 

Born Jean Baptise Reinhardt to LaBelle Reinhardt and Jean Vees (his assumed 
father) on January 23, 1910 in Liverchees, Belgium near the French border, Django was 
raised in true gypsy fashion, travelling around in a caravan and living like a vagabond. He 
spent much of his formative years travelling across Europe, eventually settling just outside 
of Paris. 

Django did not attend school and was illiterate—he could neither read nor write. 
He did, however, have a passion and a gift for music and eventually received a banjo from 
a neighbor named Raclot when he was twelve. He never took formal lessons, but learned 
from his father and other musicians in the area, and shortly thereafter began playing with 
his father in cafes. By age fourteen he had become a fixture on the Parisian club scene, 
and by age eighteen he recorded his first session as a sideman, accompanying an accor¬ 
dion on banjo. 

On November 2, 1928, tragedy struck. Django heard some noise and thought it 
was a rat scurrying around his wagon. He grabbed a candle, which unexpectedly fell out 
of the candleholder and onto a pile of highly flammable artificial flowers that immediately 
burst into flames, setting the wagon on fire. Django used a blanket to carry his wife out of 
the burning caravan, but his exposed legs and left hand were severely burned. Because 
of the severity of the burn, doctors suggested amputating Django’s legs, but he vehe¬ 
mently refused. He would later regain the use of both legs. 

His left hand did not have the same good fortune, and his music career appeared 
to be doomed. Django was resilient, however, and trudged along, trying to play guitar 
again while in the hospital. He eventually regained the use of his thumb, index, and mid¬ 
dle fingers, but never the full use of the ring and pinky fingers. Over a year later, he was 
able to play again using his functioning left-hand fingers. 

In 1928 Django met Stephane Grapelli, a violinist with whom he would have a 
career-long relationship. They were both struggling young musicians trying to make their 
way in the jazz scene. In 1933, they finally had the chance to play together in the Quintet 
of the Hot Club of France (which also featured Django’s brother Joseph on rhythm guitar), 
an incarnation of the Hotel Claridge Orchestra. The Ultraphone Record Company gave the 
group a record deal in 1934, and their first recording sent shockwaves throughout the 
European jazz scene. This spawned a series of group recordings that would elevate the 
group’s popularity and allow them to play concert halls. 

When World War II started, the group was on tour in London. Django and compa¬ 
ny retreated to Paris, but Grapelli chose to stay behind in London. As a result of the 
German invasion of France, Django became a god in the eyes of the French. He was a 
national hero who represented a unique and free spirit that stood tall against the repres¬ 
sive, stifling nature of the German invaders. 
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Django’s star continued to rise. He composed the beautiful song “Nuages,” which 
would become his signature song, and eventually replaced Grapelli with clarinetist Hubert 
Rostaing, inspired by the pairing of Charlie Christian and Benny Goodman. This new line¬ 
up also had drums replacing rhythm guitar, and would sell out shows wherever it played. 
Django’s popularity spread to include America. 

In 1946, Django reunited with Stephane Grapelli. They went on to record as a quin¬ 
tet with new members, but Django was in poor health and returned to Paris. Later in 1946 
he made his first and only trip to the United States. He was invited to New York’s prestigious 
Carnegie Hall to be a featured soloist with the Duke Ellington Orchestra. He was excited to 
come to America, and his tremendous ego gave him severe delusions of grandeur. He left 
his Maccaferri guitar at home, expecting American guitar makers to swarm him with free 
guitars to choose from. This did not happen, and he ended up buying a generic American 
electric that was not quite comfortable for him. 

Django pulled off the first concert without a hitch and was asked back for six 
encores. On the second night, however, in his typical capricious fashion, he showed up late, 
arriving just in time to close the show; he blamed his tardiness on the cab driver. This event 
dropped Django’s marquee value significantly, and the tour was considered a major flop. 

Bebop had become the fashionable style of jazz by 1949, and Django’s swing style 
was passe. His ego was crushed, and he stopped playing guitar for a while. By 1951, how¬ 
ever, he was back in action and had assimilated the bebop language. He could bop with 
the best and was now playing an amplified guitar. He recorded with bebop pioneer Dizzy 
Gillespie (John Birks) in 1953 and had a world tour lined up. 

In Switzerland, on a small tour, Django developed some health problems. He had 
severe headaches, high blood pressure, and numbness in his fingers. He refused to see a 
doctor and on May 15, 1953, he suffered a fatal stroke while at a cafe with friends. He died 
at the young age of 43. 

The legend of Django Reinhardt continues to grow. Prominent jazz guitarist Bireli 
LaGrene devotes himself to carrying the torch Django left behind. Django’s influence is 
immediately evident in LaGrene’s playing in his use of tremolo picking, quick chromatic 
lines, and slides across the fretboard. In 1999, Woody Allen wrote and directed “Sweet and 
Lowdown,” a fictional movie in which a character named Emmet Ray claimed to be “the sec¬ 
ond greatest jazz guitarist in the world”—second only to Django Reinhardt. Ray was threat¬ 
ened and traumatized by Django’s presence and avoided him at all costs. In 2002, a restau¬ 
rant named “Django,” inspired by the Manouche guitarist, opened to critical acclaim in New 
York City’s highly competitive restaurant scene. 


DISCOGRAPHY 

The songs on the accompanying audio CD are based on the following recordings: 
“Dinah ”—Djangology 

“Tiger Rag (Hold That Tiger)"—Djangology 

“Old Folks at Home (Swanee River)”— Very Best of Django Reinhardt 

“Djangology ”—Djangology 

“Limehouse Blues ”—Djangology 

“Stardust”— Very Best of Django Reinhardt 

“Swing Guitar”— Djangology 

“Ain’t Misbehavin’ "—Djangology 

“Rose Room ”—Djangology 

“Minor Swing”—Best of Django Reinhardt 

“Daphne"—Djangology 

“Nuages”— Djangology 

“Swing 42 ”—Djangology 

“Belleville ”—Djangology 

“Honeysuckle Rose ”—Swing Guitar 

“Marie ”—Djangology 49 


THE RECORDING 


Doug Boduch Guitar 

Joseph Ketchum Violin 

Warren Wiegratz Clarinet 

Tom McGirr Bass 

Scott Schroedl Drums 


Recorded, mixed, and mastered by Jim Reith at Beathouse Music, Milwaukee, Wl 


ABOUT THE AUTHOR 

Joe Charupakorn is a guitarist, composer, author, and editor who has written and 
edited over a dozen books, including the four-volume internationally acclaimed Guitar 
Reference Guides series, published by Cherry Lane Music. He currently resides in New 
York City’s East Village. Visit him on the web at www.joecharupakorn.com 
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DINAH 

Words by Sam M. Lewis and Joe Young 
Music by Harry Akst 

Figure 1-Solo 

“Dinah” was the first song Django recorded with the Quintet of the Hot Club of 
France, the group that teamed him up with violinist Stephane Grapelli. Django’s associa¬ 
tion with Grapelli, inspired by their predecessors Eddie Lang and Joe Venuti and their jazz 
guitar/violin duo, would continue for a large part of his career. 

The solo on “Dinah” makes prominent use of tremolo picking, one of Django’s 
favorite techniques. Tremolo picking uses the right hand to continuously pick as fast as 
possible. There are two kinds of tremolo picking generally recognized: measured and 
unmeasured. With measured tremolo, you can perceive an exact subdivision of the beat; 
with unmeasured tremolo, you hear the notes go by as fast as possible with no specific 
subdivision. Starting in. measure 7, Django tremolo picks a triplet pattern that consists of 
a note followed by a neighbor note a half step above and then back to the original note. 
This pattern is sequenced down in half steps from Ft to Ft an octave lower. After the lower 
Ft is reached, Django tremolo picks a series of both fretted and open-string notes. The 
phrase culminates in a unison of fretted and open-string notes in measures 13-15. 
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TIGER RAG (HOLD THAT TIGER) 

Words by Harry DeCosta 

Music by Original Dixieland Jazz Band 

Figure 2-Head 

This scorching tour de force will give even the most advanced pickers a challenge. 

The tune is played super uptempo, at 320 beats per minute, and has continuous motion 
by way of Django’s accurate, ascending and descending scalar passages in eighth notes. 

Even jazz guitar monster Pat Martino would have to practice this head! 

The violin (here transcribed for guitar) primarily doubles the guitar a 6th higher 
until the B section (measures 17-24), where the violin plays a melody in half- and quar¬ 
ter-note rhythms and the guitar comps in a similar manner. In measures 25-32, the light¬ 
ning-fast scale lines return. 

At measure 33 there is a key change to El>, a 4th higher than the original key of 
Bb. This section has two breaks that allow Django to fill in the spaces with outpouring 
streams of notes. For the run in measures 35-37, he takes a shape of three chromatical¬ 
ly ascending notes and moves it down string-by-string from the high E string to the A 
string. Since this is a pattern of three eighth notes against a 4/4 meter, a three-against- 
four hemiola is created. A hemiola occurs when a simple meter is superimposed over a 
compound meter or vice versa. 

The next unaccompanied run heard in measures 39-41 is derived from the B\> 

Mixolydian mode (Bb-C-D-Eb-F-G-Al^.This line outlines the dominant chord (Bb7) using 
functional chromaticism to create motion. Notice how Django integrates open strings into 
the line. 


Ab Eb7 Ab7 Db Dbm/Fb Ab/Eb F7 Bb7 


231 132 333 4231 3421 231 


❖ 

❖ 


Full Band 


Slow Demo 

Gtr. 2 meas. 1-4, 
35-40 


Fast J = 160 



*Chord symbols reflect overall harmony. 
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Figure 3 - Solo 

Now in Ab (a 4th higher than the previous key, Eb), the solo section starts off with 
a different feel created by Django’s minimalist approach. For the first eight measures, he 
employs lyrical bends in half and whole notes to contrast against the underlying fast pulse. 
Here, Django sounds very relaxed as he bends into chord notes, until measure 9 when he 
whips out a quick scale run. 

Rather than continuing to burn up and do^vn the fretboard as one might expect, 
Django takes a motivic approach in measures 12-17, starting with a melody of EM3-C. 
The next repetition of this fragment uses E instead of Eb, while the other two notes (B-C) 
are the same. The final repetition goes back to Eb and then develops into a bending- 
infused melody that resolves to the tonic (Ab). 

The repeated Fm7 arpeggio in measures 18-20 leads into a tremolo-picked (see 
“Dinah”) high Ab that is sustained through the chord change from Ab to Db. In measures 
25-26, Django introduces a repetitive melody in quarter notes that evolves into the quar¬ 
ter-note triplet lick in measures 27-28. This lick uses a two-beat pattern descending in 
3rds against a triplet rhythm resulting in a two-against-three hemiola. 
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OLD FOLKS AT HOME 
(SWANEE RIVER) 

Words and Music by Stephen C. Foster 
Figure 4-Intro and Head 

“Old Folks at Home (Swanee River),” the state song of Florida, was written by 
Stephen Foster about the river that extends from the Okeefenokee Swamp in Georgia to the 
Gulf of Mexico in Florida. Here, Django and partner-in-crime Stephane Grapelli tear it up 
with their killer rendition, transforming ajoyous state song into a vehicle for their virtuosity. 

“Old Folks at Home” starts off with a simple melody played in octaves and harmo¬ 
nized with dyads (played by Gtr.2). The underlying harmony is C+7, which is derived from 
the C whole tone scale (C-D-E-F#-G#-Bt>), the dominant of F (the key of the head). Using 
this scale evokes a mysterious mood that adds to the color of the intro. As the sound of this 
scale is very distinctive, moderate use of this scale is the best approach to prevent pre¬ 
dictability—Django only exploits this tonality for four-measure segments here. 

In the head to “Old Folks at Home,” Grapelli plays the melody (here arranged for gui¬ 
tar) while Django comps away, providing rock-solid support. Django uses the “boom-chick” 
pattern of bass note followed by chord to keep the tempo steady, as there are no drums. The 
chords are four-note voicings primarily played on the inner strings. 

The violin melody is all in fifth position on guitar, so it should be fairly easy to play. 
The tricky aspect of the melody is in the rhythm—quarter- and half-note triplets abound. The 
best approach to catching these rhythms is to first listen to the accompanying CD, then try 
and duplicate the rhythms by ear as accurately as possible. Doing this will also help you 
internalize the sound of these rhythms. 
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Figure 5-Solo and Interlude 

With a modulation up a half step from the key of F to FI, Django starts right off the 
bat with his long, blistering lines at a very fast tempo (304 beats per minute). This solo is 
one of his most burning recorded moments, even more astounding considering that 
Django is only using two fingers to fret the notes. The lines consist primarily of scalar and 
arpeggio passages based on the FI major scale (Fl-Gl-Al-B-CI-Di-El) with the terd 
(A=) used occasionally. In measures 5-8, check out how Django uses arpeggios to elicit 
a rising sound. Each successive arpeggio ends on a higher note culminating on a trill that 
starts on a high A. In measures 13-16 a similar arpeggio run is heard. 

In measure 9 Django plays a simple motive—Cl to Al alternating in a quarter- 
note/quarter-note rest rhythm. This motive is developed over the next three measures 
using a rhythmic approach. While only two notes are used, the rhythm keeps the line 
active with syncopation in measure 10, diminution in measure 11, and eighth notes in 
measure 12. 

The different sections of this tune are marked by a modulation to the key a half 
step higher. This interlude is in the key of G, one half step up from FI (the solo key), and 
is comprised of the transposed melody to “Old Folks at Home” doubled in octaves. The 
octaves give the melody a more pronounced sound and reinforce the strength of the 
melody. The interlude winds down with chords in measures 63-64. 

Fig. 5 
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DJANGOLOGY 

By Django Reinhardt and Stephane Grapelli 
Figure 6-Intro 

“Djangology” starts off with the guitar and violin (here transcribed for guitar) har¬ 
monized and outlining the chord changes. Arpeggio-based figures are used to traverse 
the fretboard and create a wide-range sound. These figures are played in a continuous 
triplet rhythm. 

While the guitar and violin move in similar motion, they are not harmonized in a 
conventional sense (parallel 3rds, 6ths, or octaves), resulting in a potpourri of harmonies. 
The reason this approach works here is that the guitar and violin are both sticking pri¬ 
marily to chord tones, which are the unifying factor. Although the harmonies themselves 
don’t follow an obvious pattern, the sound of each chord is heard clearly from the individ¬ 
ual lines. 


Fig. 6 
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Figure 7-Head 

The head is comprised of an unusual twenty-eight-measure AABA form, with the 
B section consisting of only four measures. The buoyancy of the head contrasts nicely with 
the intro’s technical character. The opening measures of the head resemble the intro in 
both melodic and harmonic content with the melody based on arpeggios. These arpeggio 
shapes are played from the third to the first string. Similar arpeggios are heard in mea¬ 
sures 9-10, 18, and 21. 

In measures 7-9 a riff based on G minor is displaced on each recurrence. This 
shifts the perception of the downbeat and produces a hypnotic effect against the quarter- 
note pulse. Notice that the G minor riff is played over a G chord. A bluesy effect is creat¬ 
ed from the use of the minor 3rd (Bt) over a major chord. 

Django’s comping in straight quarter notes serves as a rhythmic anchor similar to 
that of Freddie Green (the late guitarist of the Count Basie Orchestra), who is famous for 
this style of comping. The chord voicings Django uses are based on barre chord forms. He 
sounds the chord notes on the upper strings while skipping over the lower strings to 
achieve a lean, flowing sound. 
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Figure 8 - Solo 

Django’s one-chorus solo crams an assortment of guitar techniques into a nifty lit¬ 
tle package. Here he pulls out all the stops, tearing up the fretboard as if there’s no tomor¬ 
row. In measures 5-8 he uses slides to create a liquid feel, adding vibrato to the last note 
to add finality to the phrase. 

The run in measure 4 is influenced by a similar run used over the same chord in 
the head. Django starts the phrase by employing a quick trill from a note to its upper 
neighbor and back. This is followed by an arpeggiated descent, which leads into an 
ascending arpeggio. This strategy is employed throughout the solo whenever a C#°7 chord 
is sounded, as in measures 12 and 24. 

Measures 9-10 allude to the intro with its climbing arpeggios. Django fingers the 
run with a combination of fretted notes and open strings. In measures 16-18, he plays a 
phrase in octaves, muting the inner string to prevent unwanted string noise. 
Conventionally, these shapes are played with the index finger and pinky, but Django 
makes do with his index and middle fingers. 

A hemiola occurs in measures 21-22 with each note lasting for a beat and a half. 
The melody here is made up of a chromatic descent from the 9th (B) of the A7 chord to 
the root. Over the C minor chord, the l?7th (B\>) sounded. 
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LIMEHOUSE BLUES 

Words by Douglas Furber 
Music by Phillip Braham 

Figure 9-Head 

Django is not immediately thought of as a rhythm guitarist—his soloing ability 
commands all of the attention—but his comping on “Limehouse Blues” can quickly change 
that perception. At a very fast tempo, Django comps primarily in quarter notes, and the 
time never falters—even without a drummer. He uses a “boom-chick” pattern with the bass 
note played on beats 1 and 3 followed by the chord on beats 2 and 4. 

The violin melody is transcribed here, arranged for guitar. It is made up of quarter 
and half notes played over an undulating uptempo pulse. The melody is fairly easy to play 
since it stays primarily in the fifth position throughout the head. Some out-of-position shifts 
are played in measures 25-29. 



*** Composite arrangement 
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Figure 10-Solo 

Django follows a soloing strategy that Wes Montgomery would later popularize— 
lines followed by octaves, then chords. Django starts off with some single-note lines that 
outline the changes. Here, he plays in his typical virtuosic manner with long, continuous 
strings of eighth notes and triplets. Then octaves are added to the mix, as in measures 
9-12, 29-37, 71-73, and 91-95. For a climax, Django builds into a chord solo in measures 
77-87. Check out the use of tremolo picking in measures 81-87, which adds a swelling 
sound to the chords. 

In this solo, open strings are prominently contrasted with fretted notes to create 
tonal coloring. Django alternates the open high E string with the fretted A note in measure 
6. In measures 55-57 he uses the high E string as a pedal point against an E Phrygian 
(E-F-G-A-B-C-D) line. A cool unison lick comprised of an open B string against a fret¬ 
ted B exploits the contrasting timbre of open and fretted notes in measures 43-46. Here 
Django creates a hemiola by accenting the first of every three eighth notes against the 4/4 
meter. 
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STARDUST 

Words by Mitchell Parish 
Music by Hoagy Carmichael 

Figure 11-Head 

The Hoagy Carmichael standard “Stardust” has, over time, earned its place as a 
true American classic. In this transcription, the piano (arranged for guitar) plays the 
melody, and the guitar comps along. The head is a thirty-two-measure AABA form, the 
most common song form in jazz. Learning the piano melody on guitar is helpful for learn¬ 
ing how other instrumentalists phrase a melody. Notice that there are some familiar 
chord/arpeggio shapes used. In measure 1, an Ebm7 arpeggio shape is used to finger the 
melody, and in measure 6 an F minor triad shape is used over the Bb7 chord. More 
chord/arpeggio shapes are used in measures 19-20, 28-29, and 31-32. 

Django doesn’t solo on this version, but his comping offers plenty to examine. 
Typical of Django’s comping style—and the general style of the Swing era—a quarter- 
note pulse is established by playing chords all on the downbeats. There are no syncopa¬ 
tions used by the rhythm section, so the time is always lucid. Syncopations in the melody 
add a nice rhythmic dissonance when layered on top of this constant pulse. For example, 
look at the piano melody in the first four measures. Anticipations (arriving at a note soon¬ 
er than its expected time) are used in measures 1-4 with the last beat of measures 1 and 
2 arriving at the target note an eighth note earlier. In measure 3, a syncopated rhythm that 
accents the upbeat before beats 1, 2, and 3 ensues. The syncopation in measure 4 
accents the upbeat before beat 2. All of these syncopations played against Django’s 
steady rhythm create the illusion of shifting beats. 

Django primarily works from three-note chord shapes. When he plays a note on 
the low E string, as in measures 6-7, it is fingered with his thumb. He does it again in mea¬ 
sures 13-16, this time fretting notes on the A string as well with his thumb. Similar thumb 
usage occurs in measures 22-23 and 32. Conventionally, using the thumb to fret notes is 
a big “no-no” but Django used it out of necessity and produced wonderful results. 
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SWING GUITAR 

By Django Reinhardt and Stephane Grapelli 
Figure 12-Head 

The head, transcribed here for guitar, is played by the violin. It’s written in a stan¬ 
dard thirty-two-measure AABA form using a stock progression in the key of C.The melody 
is fairly diatonic, using chord tones to connect the chords. The ^3 (Eb) is used sparingly in 
measures 1 and 6 to evoke a bluesy sound. Chromatic approach tones are used in mea¬ 
sure 4 (Gt-A), 11 (Dt-E), 26 and 28 (G#-A), and 29 (F#-A-Al>) to smoothly connect tar¬ 
get notes. 

While the A section is constantly moving, the rhythmic use of only two notes (B 
and E) in measures 21-23 of the B section provide a brief respite. This leads back into the 
final A section and then to the solo. Learning the head will give you some cool licks to add 
to your improvising vocabulary and inspire you to create your own lines. 
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Figure 13-Solo 

Modulating up a half step from the key of C to Db, the solo section displays 
Django’s consistent ability to build a solo and keep the intensity going. The solo starts off 
with a first-inversion Db triad played on the upper three strings on the downbeat. This is 
the only chord he plays in the solo until the final two measures (64 and 65), as the solo 
is predominantly littered with long lines. 

Django’s lines include some unifying motivic elements. A triplet motive begins in 
measures 9-12. This becomes a springboard for the arpeggiated run in measures 12-13. 
The triplet motive is recalled in measures 42-44. Here, Django resolves the first triplet 
pattern into a sustained, dissonant b9 tone (A) over Ab7. The next triplet resolves into the 
3rd of the Db chord—a very consonant resolution. However, the other triplet notes are A 
and Bb, the f5 and 13, respectively, creating a mild dissonance. The last of the triplets (in 
measure 44) contain the dissonant bg (A) and S5 (E) notes over the Ab7 chord, creating 
an Ab7b9l5 sound. The triplet motive is also alluded to in measures 62-63, leading to the 
end of the solo. 

In measures 26-28, Django bends up a half step from E to F. Each time the bend 
occurs, however, it is displaced by half a beat, creating the illusion of a shifting beat. This 
acts as a catalyst for the bends in measures 29-32, where the E-to-F bend randomly 
starts on different beats throughout. 
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AIN’T MISBEHAVIN’ 

Words by Andy Razaf 

Music by Thomas “Fats” Waller and Harry Brooks 
Figure 14-Solo 

Django Reinhardt’s solo on “Ain’t Misbehavin’with its motivic and rhythmic devel¬ 
opment, is an exemplary model of solo construction. After the opening quote of the theme, 
Django weaves through the chord changes with primarily scalar runs based on the D 
major scale (D-E-Ft-G-A-B-Ct). In measure 7 he introduces a triplet motive that is 
repeated for three consecutive measures. The motive begins on the root and hammers 
and pulls back and forth up a half step. This lick is transposed up a perfect 4th in measure 
8 to correspond to the chord change (Bm-Em). In measure 9 the pattern begins on the 
9th of the D chord and hammers onto the minor 3rd (Fty, creating a bluesy effect. Notice 
how the pattern gets rhythmically displaced in the following measures, starting on beat 3 
in measure 7, beat 2 in measure 8, and back to beat 3 in measure 10. This figure is 
recalled in measures 39-40. 

Another motive is introduced in measure 25, comprised of a note followed by a 
higher note, which is bent up a half step. Django leaps from A to E and bends up to F^, 
the bluesy b3rd of the D chord. This is followed by a bend from G# to A, the 5th of the D 
chord. Some arpeggiated lines follow in measures 30-32, and in measures 33-36 Django 
continues to develop the bending motive, this time starting with a bend from E# to Ft, the 
3rd of the D chord. 

Chromaticism is abundant throughout the solo and used primarily in one of two 
ways: as neighbor tones and passing tones. For example, the triplet motive (mentioned 
above) in measures 7-9 uses a chromatic upper neighbor trill. In measure 58, chromatic 
passing tones fill the gap from A down to Ft. Measure 59 has an At passing tone between 
A and B, measure 61 also has an At passing tone between A and B (this time an octave 
lower), and in measure 62 there are chromatic passing tones from At to Ct. 
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ROSE ROOM 

Words by Harry Williams 
Music by Art Hickman 

Figure 15-Head and Solo 

Five unaccompanied notes lead into the head of “Rose Room.” Here, Django 
takes plenty of liberty with the melody playing unrelated, long, and intricate lines through¬ 
out. Chromatic passing tones are used to connect chord tones in measures 1-2, 7, 
11-12, and 19. These tones can add momentum to a line and are a useful device in every 
jazz musician’s arsenal. 

Some of Django’s lines contain interval leaps that connect lower notes to higher 
ones. In measure 32, there is a leap from Gl to E, which requires string skipping to artic¬ 
ulate, and in measures 37-38 there are leaps that connect the triplets with the quarter 
notes. Notice in measures 31-33 how the high notes ascend each time to create a melody 
of B-D-E in the high register. This “line within a line” approach is used again in measures 
37-38, this time with the upper notes descending chromatically from F to D. 

In measures 53-55, Django plays a chromatically descending trill pattern to lead 
into the A note, the 3rd of the F chord on the first beat of measure 55. A good lesson to 
learn from this is that you can play anything (even if it goes out of key) as long as it 
resolves into a definitive note. Django makes use of repeated notes in measures 15-16 
and 25-26 to provide contrast against the multifarious lines. He concludes the solo with 
some pre-rock-qra riffing in measures 62-65. 
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MINOR SWING 

By Django Reinhardt and Stephane Grapelli 
Figure 16-Intro 

In the twelve-measure intro to “Minor Swing” the guitar and violin are unaccom¬ 
panied and harmonize a simple melody played over a vamp of Am7 to Bm7l>5.The melody 
is based on chord tones and is harmonized primarily in 3rds. The duo lays out in mea¬ 
sures 7-8 and a lone bass note fills in the gap. In measure 11, they lay out again, this time 
with a walking bass to fill in the space. 



3111 3421 3241 132 3241 
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Figure 17-Head and Solo 

The head to “Minor Swing” doesn’t resemble a head in the conventional sense. It 
sounds more like an improvised section similar to some of the bebop heads written by jazz 
saxophone legend Charlie Parker. There is no detectable melody—rather an assortment 
of complex lines—and it’s only played once at the beginning with no head out at the end. 

There are many recurring themes in the head and solo, such as the use of an F°7 
arpeggio (F-Ab(Gi)-B-D) over an E7 chord to create an E7\>9 sound in measures 5, 22, 
and 38. Another prominent figure is that of a chord tone approached by its lower and upper 
neighbor. This figure is heard in measures 2, 10, 13, 14, 19, 33, and 42. 

Some nice rhythmic touches are heard in the syncopation of measures 8-9, which 
propels the music forward, and the barrage of eighth-note triplets in the chromatic scale 
passage of measures 52-54. 
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Figure 18-Outro 

The sixteen-measure outro is reminiscent of the intro in its use of basic arpeggios 
over their corresponding chords. It starts off with an A minor arpeggio, like the intro, but 
then moves to a D minor chord rather than a Bm7b5. The progression then proceeds to 
the dominant chord (E) and back to the tonic (Am). In measures 15-16 Django concludes 
the song with a stock ending played in octaves. 
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DAPHNE 

By Django Reinhardt 
Figure 19-Head 

“Daphne” is written with an AABA structure that is thirty-two measures long. The 
chord changes are similar to what jazz musicians call “rhythm changes” (changes from the 
George Gershwin classic “I Got Rhythm”). Th^difference here is the B section, which in 
“Daphne” is a I—VI—11—V progression in EK one half step higher than the key of D in the A 
section. Normally, a cycle of dominant chords is found in the B section of traditional 
“rhythm changes.” 

In this transcription, the violin melody is again arranged for guitar. To access the 
high notes in measures 2 and 4, shift from tenth position to twelfth position and use your 
pinky to hit the 17th fret. This is a stretch, but being so high up on the fretboard, it should¬ 
n’t pose a problem. In measures 9-11 there are several position shifts. Play the last three 
beats of measure 10 in fifth position and measures 11-12 in third position. 
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Figure 20 - Solo 

In the solo to “Daphne,” Django uses the rhythmic motive of starting a note on the 
“and” of beat one (influenced by the opening notes of the head) as a unifying factor for the 
first eight measures. Examine how, by playing a note a half-beat later, the accents shift to 
beat 2 and create a syncopated effect. The phrases in measures 1-3 utilize this rhythmic 
accenting, which leads to the phrase’s conclusion in measure 4. In measure 5, Django 
starts off again with this rhythmic motive but uses it as a springboard to launch into a 
longer line that concludes on the downbeat of measure 9. This rhythmic motive is also 
heard in measures 13, 21,27, 45, 47, 48, 58, 59, and 61. 

Django makes use of the half-step bend, a staple of his improvising vocabulary. 
He rarely uses a whole step bend in his soloing and he typically bends into chord tones, 
as in measures 10, 45, and 63. 

In measure 52 Django slips out of the key of Eb to the key of E, a half step higher. 
This results in a pleasing dissonance that is resolved in the next measure. Jazz musicians 
use this technique of slide slipping to produce an “outside” effect and create color in their 
lines. 
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Figure 21 - Head Out 

The final statement of the head foreshadows the innovations of jazz guitar legend 
Wes Montgomery. Here Django plays the head in octaves—a technique generally associ¬ 
ated with Wes—doubled by the violin. To achieve a warm, round tone when playing 
octaves, use your right-hand thumb to strike the notes. Also be sure to dampen the inner 
string to prevent any unwanted string noise. 

In measures 11-15, Django plays some arpeggiated runs, outlining the chords 
and their upper extensions—G and Bb, the 9th and 11th of F minor in measures 12 and 
14, and A and D, the 6th and 9th of the C minor chord in measure 13. Django returns to 
more “Wes-like” figures, employing chord-melody passages in measures 16-18 with a 
return to octaves in measure 19. 
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NUAGES 

By Django Reinhardt and Jacques Larue 
Figure 22-Solo 

Django’s “Nuages” is without a doubt his most famous composition. Countless 
musicians, including (surprisingly) forward-thinking fusion avatar Allan Holdsworth—on his 
1996 release None Too Soon— have recorded it. It has stood the test of time and is now 
an essential part of the jazz repertoire. 

In the solo to “Nuages” Django uses artificial harmonics to produce chiming 
melodies in measures 1-8. Artificial harmonics are typically created by playing a note (fret¬ 
ted or with an open string) while touching lightly over the fret wire with the index finger of 
the right hand twelve frets (one octave) higher, and plucking the string with either the right- 
hand thumb or a pick held by the thumb and middle finger. Seven-string guitarist Lenny 
Breau would later become famous for his use of artificial harmonics. 

In measures 11-12 (beats 3-1), Django plays a lick similar to one that would later 
be popularized by bebop trumpeter Dizzy Gillespie and become a part of the jazz ver¬ 
nacular (commonly played at the end of a ballad over a tonic minor chord). This lick, based 
on the tonic minor chord (Dm), starts with the 5th of the chord (A) surrounded by its upper 
and lower neighbors, both a half step away. This is followed by a leap up to the b3rd (F), 
down to the 7th (Ct), and up to the 9th (E) resolving to the root. 

A similar figure is heard in measures 14-15, with a D note embellished by its lower 
and upper neighbors. In measures 24-25, upper neighbors are used to precede the Bb 
major chord tones. This leads into a fast Bbmaj7 arpeggio that climbs from seventh posi¬ 
tion to the highest register of the guitar. 
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SWING 42 

By Django Reinhardt 
Figure 23-Head 

“Swing 42” is Django’s dedication to jazz great Louis Armstrong. It is inspired by 
Armstrong’s vocal melodies and most definitely swings. The A section’s catchy riff is 
essentially based on a l-vi-ii-V progression with the melody spelling out the changes. The 
melody makes use of passing and leading tones to target chord and scale notes. For 
example, in measure 1-2, the G# passing tone is used to connect G (the \>7 of Am7) to A 
(the 5th of Dm7). In measures 5-6 the GS passing tone resolves to A, the 5th of Dm7. 
These functional, chromatic approach notes are also heard in measures 3, 8, 9-10, 11, 
13-14, 27, and 29-32. 

After a quick modulation to the key of E, the B section starts off with a progression 
that clearly defines the key (much like the A section). A l-ii-V-l progression, the most 
common progression in jazz, is used exclusively here, sticking only to the key of E (except 
for the last chord, G7, which brings us back to C).This progression really hones in on the 
sound of the key and makes the modulation back to C stand out. Notice that the melody 
here is a very simple two-measure pattern that repeats over and over. There are no eighth- 
note lines, no chromaticism, and no virtuosic displays—just pure melody. 

Throughout the head, a clarinet doubles the guitar to produce a round, bouncy 
sound that is appropriate for the song’s playful melody. The A section melody is played pri¬ 
marily in fifth and seventh position with one position shift to fourth position in measures 
8-9. By contrast, the B section is played in first position with the occasional use of open 
strings. 
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Figure 24-Solo 

Django takes a compact one-chorus solo over this tune. For the first A section he 
plays it safe by playing primarily diatonic lines. There are some chromatic notes here and 
there, but he’s going for a different approach that is more appropriate for the tune. In mea¬ 
sures 9-12, Django uses the C minor pentatonic scale (C-E?-F-G-Bb) with string bend¬ 
ing and fast vibrato to add a bluesy touch. 

For the B section, Django kicks it up a notch by introducing his long, wide-range, 
eighth-note lines. A particularly cool lick is the ascending E°7 arpeggio (E-G-B?-C») in 
measure 20. Django plays this arpeggio using a two-notes-per-string approach, playing a 
minor 3rd finger shape that moves across the strings in tritones. Rock virtuosos Yngwie 
Malmsteen and the late Randy Rhoads would later adopt this diminished arpeggio shape. 

For the last A section, Django whips out a hip lick in measures 25-26 that has a 
descending chromatic scale fragment interjected against a lower G pedal point. This lick 
has an almost atonal sound that is quickly assuaged by a grounded, earthy-sounding 
blues lick in measure 26-28. In measures 29-30, Django plays a line similar to his open¬ 
ing phrase in measures 1-2, but this time the line starts two beats earlier (on beat 2 as 
opposed to beat 4). 


Fig. 24 
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BELLEVILLE 

By Django Reinhardt 
Figure 25-Intro and Head 

“Belleville” begins with guitar and clarinet trading licks, unaccompanied at a brisk 
tempo. Django’s fast opening phrase is derived from the chromatic figure of the first two 
measures of the head (D-CS-C^-B). A quick arpeggiated descent outlining a D6 chord fol¬ 
lows, and the clarinet enters (here transcribed for guitar). The clarinet line begins with an 
ascending figure that jumps to and descends chromatically from E. This line is also remi¬ 
niscent of the chromatic line in the head. 

“Belleville”’s head is thirty-two measures long with an AABA structure. The melody 
is based on a chromatic descent from the root of the tonic chord (D) to the 5th (A). Just 
before reaching the 5th, a G# is interjected to add to the urgency of resolution. The G# 
combined with the B^ right before the A function as encircling tones—notes that surround 
a target note. This approach of encircling a target note became ubiquitous in the bebop 
and post-bop era and is now one of the tenets of contemporary jazz. 

For the A section of the head, Django plays chords primarily in a quarter-note 
rhythm. This approach gives the music a sense of energy and makes the band swing. 
Here, Django overcomes his crippling disability by playing chords using the left-hand 
thumb to barre the fifth and sixth strings. Doing this also allowed him to sound out notes 
not playable with traditional left-hand technique; with this approach, Django was easily 
able to add colorful 6ths and 9ths to the chord voicing. 

In the B section starting in measure 15, Django shifts gears and employs tremolo 
picking for the chords, creating a swishing sound. In measures 21-22 he returns to chord 
strumming, which leads into the final A section. In measures 26-27, amidst the comping, 
Django squeezes in some fast scalar passages. 
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Figure 26-Solo 

In the solo section, Django comes out in full force with the fire of a true madman. 
Arpeggios are employed throughout as in measures 3, 9-10, 13-14, and 17-19. The D° 
in measures 9-10 (beats 3-4) is interesting because it contains many notes that deny the 
tonality of the underlying D chord. Yet, since this arpeggio has such a strong sound, the 
result sounds polytonal (mixing more than one tonality at a time) rather than atonal. Here, 
the “wrong” notes sound right! 

In measures 12-15, Django uses wide interval leaps. In measure 12 there is a 
leap down an octave, and in measures 13-14 there are two leaps up a 7th. Practice play¬ 
ing his section slowly at first, as the string skip to the higher note may pose a picking prob¬ 
lem. Notice that Django leaps into the upper extensions of the chords, such as the 13th of 
the D chord and the 9th of the G chord. 

For the final A section, Django winds down his solo by using fewer notes. Here he 
plays melodically and uses harmonics and bending to create a textural effect, which con¬ 
trasts well with his fleet-fingered escapades. 
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HONEYSUCKLE ROSE 

Words by Andy Razaf 
Music by Thomas “Fats” Waller 

Figure 27-Head 

Django takes a virtuosic approach to the swing classic “Honeysuckle Rose "The 
tempo is brisk, and Django weaves speedy eighth-note lines around the melody. In mea¬ 
sure 13 he superimposes a B? minor pentatonic pattern over the C7 chord, creating hip 
altered notes such as the $9 (E^) and b9 (D?). In measure 62 he plays this lick again, this 
time displaced an eighth note earlier. 

In measures 16-17, Django creates a rhythmic motive consisting of a single 
eighth note followed by an eighth-note rest. This catchy motive is recalled in measures 
35-38 and morphs into an octave-and-fifth lick in measures 39-41 .The motive is recalled 
again in measures 45-46. 

Over the C7 chord in measures 28-29, Django plays a pattern of chromatic upper 
neighbor notes resolving down to the root (C) and 5th (G) by half steps. This phrase is 
manipulated rhythmically and creates an almost Bartokian effect. 
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Figure 28-Solo 

The solo starts off with an attention-grabbing unison lick in the uppermost register 
of the guitar. The unison notes are played on adjacent strings and require a five-fret 
stretch—for Django, five frets between his first and second finger! After the unison lick he 
plays a bouncy lick on the twentieth fret before sliding out of this register. 

Some cool altered notes are played over the C7 chord in measures 10-13, remi¬ 
niscent of a similar phrase played in the head. Here Django primarily uses quarter-note 
triplets to add rhythmic interest and distinguish the altered tones. The notes are derived 
primarily from the C altered dominant scale (C-D?-E^-F?-G!?-AM3l>), a scale that is an 
integral part of the jazz player’s vernacular. 

More altered dominant madness is heard in measures 26-29, this time reminis¬ 
cent of the Bartok lick from the head. Notice that the four-note cell (D?-C-A?-G) in mea¬ 
sure 26 is displaced to start a beat later in measure 27 and another beat later (this time 
playing the first two notes of the cell an octave lower) in measure 28. 
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MARIE 

Words and Music by Irving Berlin 
Figure 29-Head 

The head is written in a thirty-two-measure ABAB form with each section lasting 
for eight measures. The melody has a sanguine, lyrical quality that is suited for the violin 
(here arranged for guitar). At the B section (measures 9-16), the melody becomes more 
active both rhythmically and melodically—specifically in measures 13-16. In the second B 
section, starting from measure 29, the violin plays a string of eighth-note lines that are 
similar in content to Django’s line playing. 
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Figure 30-Solo 

Subtlety is not a characteristic trait of Django’s soloing, and as soon as this solo 
starts he fires away with his signature long lines. The opening phrase in measures 1-2 out¬ 
lines a Gm7 chord (G-B^-D-F), which is here superimposed over a B? chord to create a 
colorful B^6 sound. In measure 3, a Bi>7 arpeggio is used to change the tonality to a dom¬ 
inant seventh sound. In measure 5 he plays an Fmaj7$5 arpeggio (F-A-C#-E) over the 
underlying F chord, taking advantage of the raised 5th (CH) to create more tonal coloration. 

Arpeggios are employed throughout the solo. In measures 26-27, a Gm7 arpeg¬ 
gio is used over its corresponding Gm7 chord, while in measure 29, over an F chord, an 
E°7 arpeggio (E-G-Bb-Db) is played, implying a C7^9 sound (the dominant chord of F). 
Django again also uses neighbor notes to lead into chord notes: in measure 17, an A 
lower-neighbor note precedes the tonic Bl> note; then, going into measure 18, diatonic 
upper-neighbor notes are used to fall into chord tones such as the Eb landing into D, the 
G falling to F, and the C falling to Bk 

The four-measure breaks in measures 13-16 and 45-48 encapsulate Django’s vir- 
tuosic style and add interest to the solo. He uses the F Locrian mode (F-G!>-AI>-Bp- 
0-Dt>-Eb) in measures 45-48 to shape the sound of his line and to produce an altered 
sound over the dominant F chord. This contrasts with the primarily diatonic line based on 
the F major scale, used in the first break of measures 13-16. Django’s rhythmic playing in 
measures 9-12, 49-52, and 57-59 also adds variety by breaking up his constant out¬ 
pouring of notes. Subtle or not, this is a great solo. 
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Guitar Notation Legend 

Guitar Music can be notated three different ways: on a musical staff , in tablature, and in rhythm slashes. 


RHYTHM SLASHES are written above the 
staff. Strum chords in the rhythm indicated. 
Use the chord diagrams found at the top of 
the first page of the transcription for the 
appropriate chord voicings. Round 
noteheads indicate single notes. 

THE MUSICAL STAFF shows pitches and 
rhythms and is divided by bar lines into 
measures. Pitches are named after the first 
seven letters of the alphabet. 

TABLATURE graphically represents the 
guitar fingerboard. Each horizontal line 
represents a a string, and each number 
represents a fret. 



E G 

© © 
open 3fr 



4th string, 2nd fret 


1st & 2nd strings open D chord 
open, played together 


Definitions for Special Guitar Notation 


HALF-STEP BEND: Strike the note and bend 
up 1/2 step. 


WHOLE-STEP BEND: Strike the note and 
bend up one step. 


GRACE NOTE BEND: Strike the note and 
immediately bend up as indicated. 


SLIGHT (MICROTONE) BEND: Strike the 
note and bend up 1/4 step. 
























































NATURAL HARMONIC: Strike the note while PINCH HARMONIC: The note is fretted HARP HARMONIC: The note is fretted normally PICK SCRAPE: The edge of the pick is 

the fret-hand lightly touches the string normally and a harmonic is produced by and a harmonic is produced by gently resting the rubbed down (or up) the string, producing 

directly over the fret indicated. adding the edge of the thumb or the tip of pick hand’s index finger directly above the a scratchy sound. 

the index finger of the pick hand to the indicated fret (in parentheses) while the pick 

normal pick attack. hand’s thumb or pick assists by plucking the 

appropriate string. 



MUFFLED STRINGS: A percussive sound is PALM MUTING: The note is partially muted RAKE: Drag the pick across the strings TREMOLO PICKING: The note is picked as 

produced by laying the fret hand across the by the pick hand lightly touching the indicated with a single motion. rapidly and continuously as possible. 

string(s) without depressing, and striking string(s) just before the bridge, 
them with the pick hand. 



ARPEGGIATE: Play the notes of the chord 
indicated by quickly rolling them from 
bottom to top. 



VIBRATO BAR DIVE AND RETURN: The 

pitch of the note or chord is dropped a 
specified number of steps (in rhythm) then 
returned to the original pitch, 



-1 


VIBRATO BAR SCOOP: Depress the bar just 
before striking the note, then quickly 
release the bar. 



VIBRATO BAR DIP: Strike the note and then 
immediately drop a specified number of 
steps, then release back to the original 
pitch. 

- 1/2 - 1/2 - 1/2 




Additional Musical Definitions 


Accentuate note (play it louder) 

Rhy. Fig. 

• Label used to recall a recurring 
accompaniment pattern (usually chordal). 

Accentuate note with great intensity 

Riff 

• Label used to recall composed, melodic 
lines (usually single notes) which recur. 

Play the note short 

Fill 

• Label used to identify a brief melodic 
figure which is to be inserted into the 
arrangement. 

Downstroke 

Rhy. Fill 

• A chordal version of a Fill. 


V 


• Upstroke 


tacet 


Instrument is silent (drops out) 


D.S. al Coda 


D. C. a I Fine 


• Go back to the sign (&), then play until 

the measure marked ‘To Coda," then skip 
to the section labelled “Coda." 

• Go back to the beginning of the song and 
play until the measure marked "Fine" (end). 



• Repeat measures between signs. 



When a repeated section has different 
endings, play the first ending only the first 
time and the second ending only the 
second time. 


NOTE: Tablature numbers in parentheses mean: 

1. The note is being sustained over a system (note in standard notation is tied), or 

2. The note is sustained, but a new articulation (such as a hammer-on, pull-off, slide or vibrato begins), or 

3. The note is a barely audible "ghost" note (note in standard notation is also in parentheses). 
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